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Il nN TR ODUcHT 


T H OF U GH YT N oO T A T 1 OO N 


mighty door opened the first time I made notes on a drawing. 
Ate they were, thoughts, indelibly stamped to rediscover in the 

future. 
When teaching live classes I noticed students thrived copying my struc- 
tural drawings and thought notations. Those who didn’t notate showed 
much slower growth, and it was clear why —and thus was born my first 
drawing book, The Anatomy of Style, which was peppered with those 
original ‘study sheets’ between the step-by-step drawing chapters. 


This new book was created at the request of professional artists and stu- 
dents who asked for the collected study sheets from both, The Anatomy of 
Style and my second drawing book, Figures from Life. 


Even if you already have those books this is a more convenient reference 
format to the drawing essentials we all need for life draw, or any drawing 
project, in one compact place. 


As with my previous books I started with a solid concept and ended up 
voyaging deeper, so rather than a simple repackage I expanded on the 
original ideas to make this special in its own right, with some new study 
sheets, fresh insights and chapter introductions. 


I hope the following pages of structural and gestural breakdowns help 
you grow exponentially as an artist, as they have done for me, and under- 
stand not only the ‘how’ of art but also the ‘why’ of art. 


Wishing you great success with your art adventures! 


Patrick J. Jones 
January 2023 
Brisbane, Australia 
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here do we start when drawing the most complicated structure 
on the planet? As with every complex structure we begin with 
a solid foundation. This doesn’t mean we ‘must’ knuckle 

down for years in a dusty classroom before enjoying the fruits of 

our labour, art is not like everything else. If you love gesture then 

leap right in and draw with abandon, if you like drawing heads 

then start there. We can draw gestural heads with no founda- 

tion and have fun as I often do in class. The main thing is 

to enjoy the process right from the first mark, and that 

is the true foundation, the love of drawing! Loving 

the learning process is the magic key to learning 

more. 


Lets say we have lots of gesture draw- 
ings done and need to relax and slow — 
down, now is the perfect time to , 
study these pages, copy the *# 
drawings, and feed our sub- 
conscious art engine, : 

the fuel for our’ ames 

future artad- 
ventures. : 
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MALE vs FEMALE 


he difference between male and female anatomy can be slight or vast, but in general it comes 

down to key features and landmarks. Study the handmade notes on the lecture drawings in the 
following pages, paying special attention to the highlighted notes and common errors to avoid. I 
will cover these key landmarks in more detail as we progress. 


CONS TRUCTION 


‘The female rib cage is narrower 


‘The female figure is wider below the hip bone. the male above the hip bone. 

‘The female figure has more body fat and is therefore generally less defined. The male 
figure is wider at the waist and shoulders. 

‘The male figure has a higher hip crest which creates a longer line descending to the 
groin. The female figure only ‘appears’ to have longer legs due to the narrow waist. 


‘The female hips are wider and accentuated more by the narrow rib cage. 


‘The female hips are widest at the thigh, NOT at the waist! 

‘The upper body bends just above the lower abdominals, NOT at the hips! 

The leg bends below the crest of the hip, NOT on the crest! 

The male figure has ‘rounder’ buttocks, NOT the female figure who has a more 
‘boxed’ shape! 


MAJOR LAN DAR K: 
THE GREAT TROCH AN TER 


pecial note must be made of The Great Trochanter , which is the lateral (outside) head of the 
5. bone. I usually mark it as ‘GT’ on my lecture study sheets to save space. The Great Tro- 
chanter marks the midway point of the body and lines up with the pubic arch (the top of the pubic 
hair) at the front of the body and the base of the Coccyx at the rear. 
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THINKING IN THE THIRD DIMENSION 


‘The three quarter figure is not 
studied nearly as much as the 
front on view due the complica- 
tions of visualising 3D space 

ona 2D surface. This makes a 
three quarter study essential for 
all figurative artists working in 
comic books, concept art, and 
figurative painting. 


‘The length from the shoulder 
to the elbow is longer that the 


lower arm, it appears shorter 
due the he high forearm ridges 
and the added hand. To check 
this touch your shoulder with 
your finger tips and note where 
the wrist ends. 


Swinging a curved line 
up from the navel will 
find the crook and also 
the high-low ridges of 


the outer arm. 


Although arms can be 
various lengths I’ve 
noticed the female wrist 


center of the pubic y 4 
bone like most male f : : 
figures. This could be 


due in general that yf ; 

female torsos tend to If we place our hands 
be slightly longer than against the outsides 
male torsos. 


of our knees or hips 

it is immediately clear 
where the front ends 
and sides begin. 

This may seem obvious 
but I see lots of draw- 
ings where figures have 
no dimension. Try to 
imagine the boxed idea 
~ to understand the third 
. » dimension better. 


The back peak of the 


skull is in line with the 
‘The neck compresses against 


the skull in line with the eyes. 
bottom of the ears. Y ) Draw these simplified 


structures of the major back 


muscle masses before copy- 
ing the maze of lumps and 


Teres Major 


Triceps bumps you will observe of 


the actual live model. 


Note the pressure of 


the Triceps against the As the arms pull back 
body and the bulge of they appear shortened. 
the Teres Major as the This is the kind of 
arms are pulled back. i required 
Always be thinking of ae: draw natural figures 
the flesh as soft and in 3D space. Be careful 


often compressed or 
under pressure, this 


not to get caught up 
measuring the figure 
such as the wrist land- 
ing at the center of the 
great trochanter (or 
below in lots of cases) 

\._ without checking arm 
position first or we may 
end up with orang- 


way we will not be 
chained by technique. 
Remember these struc- 
tural drawings are for 
internal memory place- 
ment only, we must 
also breath life into the 


figure as we draw. utang arms. 


The male gluteus are rounder 
underneath than the female 
gluteus, which have a more , 


squared edge. fh " 


Note the squared off ‘up- 
side-down butterfly shape’ 
of the male gluteus. For the 
female gluteus we widen 
and soften the squared 
edges into curved edges. 
Studying the male figure 
makes it easy to see simple 
shapes. 


The male calf is gener- mg 


ally higher than the female 


calf, this makes the male 

ankles look thin so I usually 

thicken them fora more © ~——~—__y Study how the high-low 

sturdy look. H angle of the ankles are in 
, a opposition to high-low 


A \ angles of the calves. 
L gig 


REINFORCING THE SUBCONSCIOUS ART ENGINE 


FIXING WONKS 


bserve the power of knowledge; 

solid structure and fluid gesture 
working in union to create a figure 
that seems alive, without render or 
detail to muddy the waters —the 
purity of thought! 


ote the forearm overlaps the upper arm 

due to the Bracioradialis and Carpi Ra- 
dialis ridge muscle group. 
looked. Note how it begins qa = b. 
after the deltoid then pulls 
down into the hollow of 
the forearm. 


feel the Brachialis 
muscle is often over- 


It took decades of drawing mileage to 
get here, all wondrous years of joyous 


discovery. 
i ) 4 ee “ 
You can steal some of that mileage = o 
. . ’ 
and make it your own by copying - 
the drawings in this book, but never ‘a 
forget to think as you draw and above ep KYM CX 


all love the process regardless of how 
wonkish your drawing might be, as 
further drawing mileage will eventu- 


ally fix the wonks. 


will inform your art. 


he fold of the upper abs starts 

just below the tenth rib, 
which marks the bottom of the 
ribcage. 


& wt 


i ei: 


ook for the ‘P’ and ‘S’ notes you may see in my 

drawings. This indicates pinch and stretch. Think of 
the body as a rag doll, as we bend on one side the other 
side pinches in a bulge. Always ask where the stretch and 
pinch are before starting a drawing. We can clearly see 
the shorter pinch side here but it can often be obscured 
by an arm. ” 


| | ere I’ve sliced the leg like a soft 
cake to feel the width of the 
thigh, then added further contour 


he top of the pubic bone ( roughly the top of the pubic hairline) 
corresponds with the top of the femur bone. 
With this knowledge I can place the hip bone bulge in the right place. rings to feel both the perspective of the 
As the hips are fused I can then follow the pubic line straight to find leg, and also how pressures into the 
and place the other bulging side. hip. 


S“ here how the Pollicis muscle group turn and form 
an overhang when the thumb turns toward the body 
(known as pronation). There is great beauty to the figure as 
it twists turns and pinches, so studying where this happen 


his line indicates the Sartorius, 

longest muscle in the body. It 
starts at the hip crest and terminates 
at the tibia of the lower leg. I mark it 
to divide the inner thigh and see how 
much gesture I can get out of it in 
every pose. 
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he study sheets in this book are designed as quick references based on the step-by-step demonstrations of each 


previous chapter with added additional info not touched upon, but relevant to the demonstrations. To begin with he combination of str eee “ 
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Ec opposition to the male form we 
need to be as gestural as possible 
with the female form, but at the 
same time the structure underneath 
must be solid, other wise there is the 
danger of drawing a wobbly form. 
As with all disciplines we need to 
ensure the gesture and structure is 
balanced and controlled. 
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sacle hinking of simple tubes and 
ca balls is an old and effective 

as ’ ang lo) way of simplifying the figure and 
comic book artists use this idea 

nG& 4 acKky to speed up their drawing pro- 
cess. The important point to re- 
member is to also run a gestural 
line over these tubes and don’t let 
oe OFF ComSTLUCTIDYS ExGur <\ SZ them dominate the final draw- 
on > - _ ing, in other words, get rid of 
. is them. Note how the arm has be- 

@, come more human like with that 
at “ gestural idea in place. Without 
; the initial tube idea, though, it 
would have been difficult to in- 
dicate the arm bracelet, but tube 
technology made it quick and 


always square 


off the Ulna. : easy: 
This creates a i 
solid connection ye aw 


to the gestural 


upper and lower > ~ _ le 

arm. Without "¢ ™~ 

this anchor point oe ‘ LOA)S 
a 4 

the arm would Fy — 

look rubbery. Céwmteuk S Ange 
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|e the legs as tubular thoughts that 
come toward us or away from us create 
the illusion of 3D space on a 2D surface. 
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- Note the change of shape in 
the collar bones from a three 

7 quarter angle. Think of the 

. handles on a kid’s bicycle as a 

strong Mnemonic. 


implified structural anatomy 

helps up retain complex infor- 
mation that would be forgotten 
from one life draw class to another. 


This is the secret to accelerated The Infraclavicular Fossa 


marks the separation be- 
tween the Pectoralis and 
Deltoid masses making 
in a great ‘cheese slice’ 
Mnemonic landmark 


\\shape. 


learning. 


A curved line from the nipple 
gives use a simple way to slot 
the Serratus into place. 


We fold forward here 
at the end of the upper 
abdominals. = 

Bi. 


The 7th Vertabra is just above the 
; Acromion Process ledge. 
A the arm raises 
the Scapula moves 
under the flesh into a 
more angled position. 
< 


Ad The Acromion Processs is the upper edge of the 
Scapula which the Deltoid wraps around. As the 


arm raises the bone pinches the flesh at this point. 


The Serratus muscles are often confused as the 
ribs but are thicker, shorter shapes. They finish 
at the ninth rib creating a landmark to judge the 
final tenth rib curve beneath. 


Tenth Rib curve. 


‘There are twelve ribs at the back, making the 
ribcage longer than the front (the curved end- 
ing equates roughly to the navel position). 


Note the Serratus bulge as a mass. This can look 
like a long Scapula but on study it makes a softer 
shape. The Scapula is a general hand length. Any 
shape beyond is the Serratus. 


‘The Sacrospinalis pipes create the most curved 
part of the spine. This is a great gestural moment 
to accentuate. 


Relaxed Gluteus showing 


\ its full shape. 
.. Pinched Gluteus shows at 
» “the weight-bearing leg. “Ye Ag 
: THE SCAPULA MACHINE STUDY SHEET 


he Scapulae (wing bones) are the most complicated machines of the upper torso. Each Scapula can 

move independently to work the harms unlike the hip/legs relationship. Whereas the fused hips can 
only tilt each Scapula can glide across the Ribcage due to the Serratus buffers. One can push forward while 
the other can simultaneously pull back and raise the arm above the head. Copying this drawing, regardless 
of how wonky it might turn out, will vastly improve your understanding of the upper back and arms in 
relationship to each other. 
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BASIC LANDMARKS STUDY SHEET 


H< are two study sheets drawn live for my drawing students, complete with surrounding notes based on 
student’s questions. These are some of my methods used to commit simple shapes to memory. It may 
look complicated but [ve taken the gnarly nature of bones and the complex nature of muscle and reduced 
them to boxed, ball, and tubular forms. Of course we don’t look like this, but by drawing simple forms first 


makes the task of refining them into more sophisticated shapes easier. 
‘The shapes on these pages work for me, but as you will see in the following pages you can use other shapes that 
may be more simple, or more complex, depending on how you recall shapes in your mind’s eye. 


’ ‘op of the head to bottom of 
nose fits into a basic square. 
From nose to pit of neck is the 


ez same basic distance 


‘The Ribcage is 
higher at back 


7th Vertebra at back. 


ACROMION PROCESS 


/ 
; / 
Folding point which 
/ 
creases as we bend 
forward. 


The Female lower 


‘The navel can be on ° ae. ie edge 
; St aa > 
or under the folding Pp P 


point. 


When the leg abducts (pulls 


*—~___ away from body) the Great 
Trochanter creates a hollow 
“Theses bepdemutite between the Gluteus Maxemus 
RecHiGnendas mali and the Gluteus Medius 
here. A Fat Pad protects 


the pubic bone. 


STRUCTURAL SHAPES AND PLANES STUDY SHEET 


his drawing was created to demonstrate emotion. Here Leela is defiant. When working with models 

I keep my mind open and incorporate what they bring to the art with their unique personalities. I 
use tubes and ovals to simplify form. Note the circles denoting the upper arm heading away from us and 
the forearm coming toward us. Thinking of cylinder shapes will help us draw adornments on top such as 
bangles. 
Study the myriad of differences in the female figure throughout this book and keep in mind all proportions 
are general statements. Although our skeletons are similar, the muscle and fat on top can vary hugely. As 
with all these study sheets it’s worth reading the pencil notes as well as any overlaid type. 
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BasIC HAND LENGTHS (arrowed) Basic thirds. 5 
1. Top of head to 


‘These landmarks are gener- Clavicles 


ally a hand in length: 

1.Scapula . 

2.Clavical vs 7th Vertebra lump he central fulcrum of the body lies in the hips of 
3.Sternum af he A <——_____ (top of Ribcage). the lower torso (the torso is defined as the upper 
4. Cranium to nose ae ar ; body without limbs or head ). 


5. Nose to pit of neck 


» The Ribcage (Thorax) is Hip Bones are fused: The Tail Bone (Coccyx) is buried 
ee get a little more so- Ne = wy ' J wider at the bottom between the folds of the Gluteus Maximus masses and lines 
phisticated with our uber- re an ' a, and narrower at the top. up with Pubic bone at front, and the great Trochanters at the 
robot ideas and add extra : pA sides. Note how the hips, sacrum dimples and gluteal masses 


’ all tilt in unison. 
anatomical elements to the avel area varies 


structural shapes. This draw- : . ae ig |S rson to person). 


ing was completed live with _ Navel equates to 12th G.uTeEaL FoLp 
oe ' ib at back 
< ) wr A 4 ' . a cf * 
E | A iT uat ~) 
figure to another. If we try J eee , 7 . SF 
to shoehorn a basic measure- wi XY ¢ Ai 


ment onto every figure we will 
come unstuck. That said basic 
measurements give us a great 
start. The distance from the j a, . 
top of the head to the clavicles leg et Hacks GY 


is usually the same distance wy “ ! vs a E 
down to the navel (Twelfth ef 1 aan : 
Rib at the back) then the same > 'S = #, \ 0 ; : aut 

again down to the Gluteal * a i : ae 4 ; \ Tilt line marks 
Fold. Note the Gluteus are ~ ms top of the Great 


Troch d 
much lower than the pubic rochanter an 


pubic area at the 
area at the front. front. 


Navel to Glute 


This model was unusually 

muscular with narrow hips, 

long torso (the navel distance ; 

was lower than usual) but i A | , 's ‘This point of the hips (on or below the gluteal masses) 
; is were the female figure stores fat and can make huge 
changes from one female figure to another. 

‘The male figure stores fat mostly around the abdomen. 


she still possessed the basic 
proportions I had commit- 
ted to memory. A quick metal 
check was all that was required 
to make variations with confi- 
dence. 


BASIC TORSO DIVISIONS STUDY SHEET FULCRUM BACK VIEW STUDY SHEET 
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Great Trochanter Head , 


. 


ere is a study sheet to help you understand how the bony masses make themselves known upon the surface of the 

body on both lean and fuller figure models. My go-to landmarks are always were the bones push and pinch the flesh. 
I work from big to small, finding the large masses of the rib cage and hips then the smaller landmarks such as the Sacrum 
Dimples and the Great Trochanter. 
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ACROMION PROCESS 


cs 

a 

Iliac Crest (hi ne)tis 
m ted downward on 
the female figure. 


\ \ Latissimus forms 
; armpit at back o 
‘i , ae 
 Ribcage is wicehom 
ve male figure. >, ae 


— 


Pubic Bone lines up with the 
tops of the Great Trochanter 


bones and tilts w sth em. 


* . _ The pubic hairline is normally 
seen just above the pubic bone 
and can be used to line up the 
tilt of torso. 


TORSO FRONT VIEW STUDY SHEET 


tudying one part of the body at a time makes the whole task of figure drawing less daunting. When 
I first studied anatomy with a serious eye it became suddenly apparent how much bad figurative art 
was all around, art that once looked good to me now looked stiff and awkward, including my own earlier 
work. 
Understanding the shapes of muscles and how they change when flexed, and how they work as groups, 
will make drawing from life and imagination a pleasure rather than a task. 


I ve simplified the bones and muscles of the torso and upper leg, breaking them down into uber-robot 
shapes to help me remember the structure when working from a live model. Studying these shapes will 
help your mind’s eye remember the lumps and bumps, but the actual drawing of the shapes will translate 
to your hand’s memory too, meaning the act of drawing is the best way to memorise shapes. 
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Cc O N T R A P P OO S T O 


ontrapposto is a term coined during the Italian Renaissance (1330-1550), 

meaning counterpoise, or counter-balanced. It’s important to study contrap- 

posto if you want to make your drawings look more dynamic, or relaxed, 
rather than stiff and lifeless. 


Generally the female figure is better balanced than the male figure, as it’s natu- 
rally bottom-heavy. As both figures put on weight the male figure becomes more 
top-heavy while the female figure gains weight lower down, at the hips, which 
makes for a more solid stance. 


Copying the drawing opposite as connecting tubes and overlapping structures is 
a good exercise to try using the knowledge gained from the previous chapters. I 
drew this one as part of my Anatomy of Style online workshop and the students 
did great work based on my step by step process. 


At the end of the day we learn a lot from diving in at the deep end and taking 
risks. The idea of ‘failure’ doesn’t enter my mind when drawing as I know each 
misstep is simply another wonder to explore and understand, a call to action from 
which to grow stronger. 


It all come down to enjoying the process of learning. You will hear me use that 
phrase often as I believe it to be the secret to all great art. Learn to love every 
mark as I have done, and you may develop a passion for art that will change your 
life. 
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Sanguine Pastel pencil and Conté White Pencil on toned paper 


CREATING DIMENSION USING LIGHT AND SHADOW STUDY SHEET 


T? create figures that look solid and convincing think of the upper and lower body as structures working 
together in a constant balancing act. In the following pages study how I think of the hips and torso as 
two box shapes attached by the elastic muscle system of Abdominals at the front, Obliques at the sides and 
Sacrospinalis at the back (the muscle tubes that support the spine on either side). Think of the flowing lines 
that connect these shapes to understand the basic idea of ‘gesture’. 


The weight of line (thick or thin) can also add a feeling of dimension by telling the eye that the lighter line 
means the object is closer to the light source. 


Tilt 


Tilt 


a 


CONTRAPPOSTO STUDY SHEET 


v —— 
7th Vertebra landmark 


li hiftine down th 
is above the shoulders.  —oo 


*h 
\ : 


Ulna (elbow) 


5 Note the fluid beauty of 


* 


Always try to locate the curve of ’ Sa 2 (Beir 
the ribcage as it emerges from the ‘ ye, Y ae 
obleques before dissapearing under j a 


the latissimus. 


sw 


SS how the weight bearing 
straight leg affects the shape of 
the buttock by flattening the Gluteal — 
Fold. Note also how the back comes 
toward the viewer with the buttocks 
counter-balancing beneath to the 
point where the Ribcage can cast a 
shadow onto the gluteal ledge. The 
whole body is constantly rebalancing 
itself for every new position. What 
we need to think of now is how flesh 
reacts to the anatomy underneath. 
Flesh is soft, elastic, and thin, there- . 
fore it softens form, making it hard 7 e 4 ‘a Da 
to see what’s underneath. The first — | ; 
thing I look for is the big shapes of 
the Ribcage and hips, then I look for 
protruding landmarks and depres- 
sions, such as the square top of the 
Ulna. The next thing is the shape of 
the large muscle masses such as the 
Gluteus Maximus. Lastly I study 
how these clues impact the flesh. 


the Gluteal Fold. 


\ 


Ber Cast shadows are 
hard-edged at 
their source then 
~ soften as the 
drift away. 


Ne the counterbalanced 


figure indicated by the arrows. 


ntrapposto, especially in 
the more curved shapes of the 


Weight bearing leg flattens 


aw (el {= S ACR UM 


‘The sacrum (meaning ‘the sacred bone’ or ‘Sacred 
Trinity’) is an important landmark as you can 
eyeball the dimples to line up the,tilt of the hips 
and the buttocks \ 


\. 


he Sacrum landmark: The 

Sacrum is a broad bone at 
the base of the spine and fits 
between the hip bones creating a 
trianglular shape. 


ae” 


: 
_ Sacrum dimples 
show the tilt of hips. 


oh 


Great Trochanter: + 
Head of the femur bone 
which separates the Gluteus 
Medius and Gluteus Maxi- 
mus and marks midway of 


body length. 


The Sacrum is shorter and wider on the 
female figure; it is aso generally easier to 
see than on the male figure, unless the male _ 
figure is very lean or muscular. 


ins 


earning how to draw the head is critical if we want our characters to ex- 

press emotion and life. If we study the sanguine drawing opposite there is 
4 no doubt we are looking at a fellow human being, rather than a head con- 
structed from generic thirds and basic formula. We feel a sense of time, place and 
story; a middle eastern shepard, perhaps, or a boy on the verge of manhood and 
desert adventure. 


What is the secret to this conjured life, which in reality is just pigment on a paper 
surface? Well, the choice of sanguine as a medium adds to the feeling of a desert 
environment, and the strong shadows suggest an arid climate; without those two 
elements the illusion would be less convincing, but there’s more... and it’s the 
breaking of rigid rules! 


Let’s say we measured equal thirds to gauge proportions: the result would be 
a more standard face, not a long face. What if we measured the corners of the 
mouth to widen out to the center of the eyes? This would kill the feeling of 
breathing through his mouth. 


Sounds like I’m advocating the ‘just draw what you see’ approach, which is part 
of learning, but I believe in taking out the word ‘just’. My method is to learn 
what is common then add ‘draw what you see’. By understanding basic propor- 
tions we are able to draw with great confidence and freedom what we see with 
fluidity, and also what we can ‘imagine’. 


In the following study sheets you will find many ideas on how to understand 
various landmarks and proportions that we can then bend to our will when draw- 
ing a head that is emotionally human and engaging. 
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D7 the head deserves extra study as it’s the part of the body we look at most, and therefore open 
to the most scrutiny. We can identify an individual face from millions of choices. Think of a famous 
movie star and how easily we can discard a look-alike no matter how close the resemblance. We can’t make 
such a convincing case for a torso. The three quarter head as seen above is a complex idea but we can get 
there by starting with a more two dimensional approach. It’s worth copying this drawing after you have 
drawn the side and front profiles in the following pages. 


here are many ways to divide the head into units. Basic divisions of equal thirds from the hairline 
down to the chin are typical, but these vary from person to person and should only be treated as a 
starting point. The moment we change these proportions we create more interesting faces, which is essential 
for character development when working in graphic novels and movie productions. The more we vary these 
proportions the more extreme characters we can create, but to begin with these generic proportions are a 
great departure point and fit most average people. 
41 
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> 
ere I have simplified the shapes of the 


draw them over and over, and these underlying shapes will help you draw individual people. All 
it takes is a tweak here and there, as shown in the ghosted forms of the chin and nose, to draw life-like 
individual heads with solid foundation. These shapes are mnemonic memory clues and not meant to be 
the actual shape of muscle and bone. This is an average European head. Heads differ in shape and size 
across the globe. 
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HALF DIVISIONS 


The Glabella is the diagonal center of the face. : 
if Think of it as the top of the nose pillar. 1/2 
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o remember complex shapes we break them down into stages, then practice each stage. 

What do these shapes represent? Mostly they are ‘planes’ (corners). A head is not simply round, it’s 
ovoid shaped and flatter at the sides, especially at the temples. Mostly the shape is determined by the skel- 
eton, then muscle, then the surface skin, which is the orderly process to study. 

Although people are different shapes and sizes there are common ratios that can speed up our drawing skills 
which we can tweak to fit any life model, or character drawn from imagination. 


Notes oN Major Hate Drvisions: 

1. The eyes are midpoint of the head 

2. From the eyebrow to the bottom of the nose is the same distance again to the chin. The length of the nose 
is your personal choice and will be the main deciding factor for your character's look. 
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Learning where light 
hits the planes of 

the head helped me 
imagine and paint the 


Might on the helmet. 


( \LOSE UP FROM ARMY OF THE DAMNED: OIL ON CANVAS” 


j — 


~~ 
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Knowing where the temporal 


arch is helps me place the core 
Note how I have drawn 


shadow of the helmet. 
the head first before 
constructing the helmet 


on top. 
\ X hen posing 
models I look for / \ . 


opportunities to create 
gestural lines. By turning = 

the head we flex and cre- a all } As the head is tilted downward 
ate the natural ‘S’ gesture fy ; we need to place the circular 
of the Sternomastoid grooves to match the curve of 
muscle which can be NN ¥ the structural head. 

pushed further to create 

pleasing gestural (stylish) + 


lines in our art. 


- 


_ 


H is an example of how important foundation drawing is to me as a painter. Although I posed for the painting 
above for lighting I had to reconstruct my face and body to match that of a battle-hardened savage. We can see 
in the underlying sketch the obvious benefit of learning basic structure to make sure the jaw lines up with the bottom 
lip, for instance, and where the shadow of the Zygomatic bone should be placed. Knowing the structure of the head 
allowed me to draw and paint the metal helmet on top, totally from imagination. 
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compare your later drawings to the 
early attempts. It’s by repetition and 
constant study that we attain mastery 
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rawing the head in three quarter view will help us understand the head as a three dimensional 
form. Note especially how the mouth is on a curved plane and how the side of the head is on a 
flat plane. 
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DRAWING THE FACE WITH STYLE STUDY SHEET 


at automatically tells us we are looking at a middle eastern face? The headdress is a giveaway, and 

the beard enforces our perception, but I would recognise the man above as middle eastern even in a 
suit. The clues are in the details. The brow is heavy, the nose long, with a strong bridge. The bone structure is 
noble, the eyes filled with wisdom. This man could be a Bedouin Chief. Although not every middle eastern 
face looks like this, the structure is common to that region of the world. 
The drawings on the opposite page refer to common genetic facial structures and should be treated as a general 
jumping off point. 
The main thing to remember when drawing different races is to seek the truth and draw what you see. With 
serious study we find our common humanity. 
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faces: 


otes for drawing 
common Asian 


Si 


Notes for drawing general indigenous and 
South Sea Islander faces: 


Notes for drawing common African faces: 


THE ANATOMY OF EARS 


Glabella. /4 view of the eye structure 


from oN 


Helix Note ane: 
ote the thickness 
os of the lids. 
pes ee Maxilla. ~~ 
Se = % 
(@ 
F 1G.1 Antihelix 
\ 
“ 
+ 2 The eye is wide at the top and 
Filtrum. bottom of this axis line. 
Concha dy Note the ‘Aviator Sunglasses’ idea to 
_#* Zz _ ety place the eye socket bone ridges. 
J_—________________p 1/2 % 
Nasal Bone. 
Mentalis. pe cee 
<—_— ‘ 5 PS 
Tragus Note the squashed “M 
shape of the upper lip. 
Xx _ Note the number ‘6’ 
\ Ear lobe shape of the nasal 
Ss Antitragus passage. 


By). ie 


Note the step down steps 
‘planes’ of the nose. 


, 


Septum. 


EARS STUDY SHEET PLANES OF THE FACE STUDY SHEET 


A of artists rush the ear, thinking it unimportant, but with just a little study ears can make a lyrical he planes of the face refer to the corners. By breaking the idea of soft edges down to structural 
tatement. I was studying an actress recently and noticed the extreme tilt of her ears and how poetic edges will give us a more dimensional understanding of the face. Here I’m testing out new ways to 
it made her elf-like features. If you look at the left-space of the boxed profile view you will see all ears tilt remember the dimensional face from underneath. Although these drawings are from imagination they 
back, but to make a more artistic ear it is better to over tilt rather that straighten, which is our first instinct, are honed from years of study. An excellent way to study this kind of form is with a visit to a museum 
and will look immediately wrong. or park that has statues. 


Most drawing books will divide the ear into thirds but I find it simpler to divide in half under the inner Part of the reason I advise my students to draw old master statues is that they have stronger light and 
curve of the Helix. You can think of the Concha as a question mark shape (reversed for the right ear shown shadow than that of flesh. Drawing from statues is our chance to study a realistic figure in black and 
here) and then echoed further as a bigger question mark shape on the entire outside. The Anti-helix can be white form (value) without the confusion of colour. Another plus is they stand still. 

thought off as the letter ‘Y’. 
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ithout hips we would walk like wooden soldiers. The hips are a side- 

ward tilting fulcrum which can also tip forward with the aid of our 

flexible spine. When we push our hips forward we can see the land- 
mark bones of the Iliac Crest. On a woman the hips are wider than a man’s hips, 
which creates an astonishing landscape of both solid structure and a gestural 
nature found on no other creature on Earth. 


It should be easy then to throw in some big hourglass curves and shake up the 
world. For a cartoon this would be fine, but for a hip to look solid and fluid is 
quite a feat of artistic prowess. In the following study sheets we will see by 
breaking the anatomy into simple structures and landmarks that we can not only 
achieve this in the female figure, but also in the male figure. 


ake note of the shadows cast 8 : 
by the gluteus to appreciate : 
how voluptuous these shapes y 


are and how much of a weighty 
ledge they create over the top of 
the leg muscles. 


Illiac Crest 


“SS 


Great Trochanter Head 


* 
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ee how the weight bear- 
ing leg tilts the hip upward 
while tilting the opposing re- 
laxed leg hip structure down- 
ward. Remember the hips are 
fused, when one side tilts up the 


other side tilts down. wa 


Weight Bearing Leg 


i dutateed, 


( pee this three quarter 


view to the straight ahead 
view opposite to see how the 
gluteus overlap changes in dif- 
ferent views. On this page the 
models left gluteus overlaps the 
right gluteus as observed by the 
drop shadow. 


Illiac Crest 
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Sacrum Bone Triangle 


Gluteus Maximus Bulge 


Great Trochanter Head 


Relaxed Leg 


e Sacrum Dimples indicate 

the spine end of the Iliac 

Crest, By drawing a line through the 

dimples we can determine the tilt of 

the hips to judge the hollows of the 

Great Trochanter heads and Gluteal 

masses. Study these two drawings to 
see that tilt idea in action. 


he hollow between the Gluteus 


Sacrum Dimples 


Maximus and Gluteus Medius 


can create varying gestural curves 
depending on the fleshiness of the 


model and variances in individual 


Illiac Crest bone structure. 


Gluteus Devide Hollow 


Great Trochanter Head 


; 


te, 


he weight bearing leg (the 
straighter leg) will have more 
compression of the Gluteus Maxi- 
mus and will forma more squared 
shape as oppossed to a more curved 


Gluteus on the relaxed leg. 


Weight Bearing Leg 


—— Ne the bulge of 
the Tensor Fasciae 
Latae, usually the widest 

part of the female hips. 


Relaxed Leg 


INES the faint construction line from 
one oblique muscle mass to the other. 
Although the obliques are not the hip bones 
they are still considered the hips and I treat 
the whole structure as one basic shape. 


Nee I could see lots of vertebrae lumps on Fiona’s 
pine I only included the most prominent as a light 
line. It’s not important to include every detail as too much 
detail can ruin the sweep, and casual air of the drawing. 


lways look for the quick “Sits Bones’ 
(Ischium) curve. These are the bones 
we feel when we ‘sit’ down. Also know as 
the ‘Sitting Bones’ these are great land- 
mark curves to relate other forms to. 


| | ere are two drawing demos of one of my prized models, Fiona, created within the same session dur- 
ing one of my ‘Anatomy of Style’ workshops. Although Fiona’s vegan diet keeps her remarkably lean 
the gluteus and hips are still a full forms as this is where fat is stored on the female figure. 
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Peer, 


Vel~te 


he Oblique muscles attach high up on 
- the ribs (Sth to 12th ribs). The actual 
hip bone (Iliac crest) is lower. Knowing this 
will help you see the subtle change in the 
hip curves. 


he 12th and final rib is 
located under the bottom 
of ther trapezius triangle. : 


~ - 


— B ulge of the obliques against the spine 
acrum dimples where : of the hip bone (Iliac Crest). 
Se Iliac Spine meets 
the Sacrum triangle. 


f 


y a 


( a 


Roe the gluteus 
is a soft mass and will 
compress, but note how 


the Sits Bone resists the 
compression. 


hese two drawings show how much the gluteus can change shape due to compression and bone resistance. Note 

on the opposite page how the sacrum dimples disappear when the back is curved and how much fuller the glu- 
teus become when gravity takes over. The compression of the feet as seen on this page show how malleable the gluteal 
shapes are. 
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WILLOW CHARCOAL AND CHARCOAL PENCIL ON A2: NEWSPRINT 


D* to the blocky nature of 
the male form it’s impor- 
tant that we make the form read 
as solid, yet gestural, from every 
angle and with every twisting 
movement. 
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inch of the Acromion Process 
against the Deltoid when the 
arm is raised. 
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he Great trochanter bone of the 

Femur always pushes inward 
when the leg is abducted ( pulled 
away from the body), causing a hollow 
shape between the Gluteus Maximus 
and Gluteus Medius. 


(Y UNRUSSAD 


(ae for the pinch of the Iliac Crest/hip bone 
against the Obliques as the hip and shoulder 
tilt toward each other to balance in a classic con- 
trapposto stance. 


&Y Deaw 


6s / 


A Ithough the sacrum can appear 


ore rounded at the top and is 
more gnarly, a basic triangle shape is easy 
to remember and is a great start for basic 


placement to find the sacrum dimples. 


un: fo, row tte Toh 
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hink of the hip crest as a high 

waisted swimsuit shape. The very 
reason they are designed this way is to 
accentuate the hips. 


ote the dip created bety 
Gluteus Maximus and 
Medius via the pressure of the Gr 
Trochanter of the top of the thigh 
bone (Femur). This dip will i 
as the leg pulls away from t 
(abducts). 


he graphic lines I have drawn here indicates 

the basic trajectory or the outer leg and in- 
ner leg. The outer leg is more angled, and the 
inner leg is straighter. 
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bliques bulge on Iliac Crest 


L EF G §& 


egs can look vastly different on everyone, ranging from long to short, 
plump to skinny, lean, or bulging with muscle as in the diagram opposite. 


Note, though, the muscular masses and bone landmarks underneath. This is when 
learning and simplifying anatomy is extremely useful. By studying the muscle 
underneath for instance we can observe that the position of muscle and bone still 
insert or protrude from the same positions on everyone, it’s just a matter of swell- 
ing or deflating muscular and fatty forms. 


Notice further the use of style, how I use blocky forms and straight lines to 
describe muscle form, where my younger self would have drawn curves. I often 
think if a form looks too curved whether I can add a straighter line on the curve, 
or vice versa. The reason the legs look more powerful than ordinary is not due to 
bulk so much as the authority of the blocky forms. 


The major difference between the male and female hips should be noted. Here 
we can clearly see the obliques bulge over the Iliac Crest, even on a muscular 
male figure. This is where male figures gather and store fat and are sometimes 
know comically as ‘love handles’. 
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ground. 


e calf shortens 
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onto its toe. 


MUSCLES AND RHYTHMS OF THE LEG STUDY SHEET 


ost anatomy books cite eight heads high to measure the figure. By measuring the leg as two head-lengths 

down from The Great Trochanter we reach the bottom of the knee, then two more head-lengths will reach ¥ 
the floor, making a total length of four heads, but legs can be very variable in proportion. Most artists tend to é ad 
lengthen the lower leg to add style, but best to learn the ‘rules’ first before we break them. F - 
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Note how the outal 
leg tilts inward 
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from the hipbone 


downward. 


~The long curve 
of the Sartorius, 
the longest and 
most gestural 
muscle of the 


body. 


7 Die con- 
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our figure studies 
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three dimensional 
surface of the figure. 
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ANATOMY . BALANCE . STRUCTURE STUDY SHEET ANATOMY & RHYTHM STUDY SHEET 


A“ good practice it’s worth copying these drawings to understand the basic anatomy of the leg, the structure 
nd, probably most importantly, the rhythmic gestures of the muscles and their relationships. Note for in- 
stance how far forward the thigh is at the front compared to the lower leg. I have boxed off the upper and lower 
legs to show this. This is also the reason shorts flare out above the knee. 
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he lower leg seems short from the front. This is why artists tend to lengthen the lower leg in their drawings, 

especially fashion artists and artists working in advertising and comic books. A lengthened lower leg gives a 
figure more superhuman proportions, but best to understand a basic formula before breaking free of it, after all 
you might want to draw realistic figures with more character. 
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NG the diago- a 
& nal direction 4 


: a. of the leg bones 
: heading toward 
the foot, even on 


aa = 
: 2 : \ the narrow-hipped 
a » male figure. This 


} is key to avoiding 


the common trap 


The foot is similar 
to the hand with 
its crude version of 
the wrist, which is 


the Tarsal Ramp. 


A ‘foot in a sock’ TarsaL Ramp 


mnemonic is a 
simple idea to start > 
drawing a realistic 
foot. 


LEGS ECORCHE STUDY SHEET 


AG Ecorché (meaning ‘flayed’) is a model usually built up with clay over wire armature, but I decided to 
raw one for a movie demo on my Web Store. I drew the bones first then layered the muscles on top 
one-by-one. This is a great discipline and builds an enormous subconscious understanding of the legs, making 
drawing legs from a live model a much less daunting experience. It is also fun. Copying this drawing will help 
you on your own path of discovery. 
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THE ANATOMY OF THE FEET 


Think of the calcaneus heel ust like the hand 

bone as the shape of a heeld the foot has a 

shoe which will make the ramp of tendons that 

foot less floppy looking. creates corners at the Pee 


i f the foot. 
sagen ns foot Note the curve of the Tibialis 


Anterior muscle which gives 
ake sure to use harder the classic shin curve. 
edges on the ankle bone 
compared to the outer bulge of 
the extensor Digitorum Brevis 


lump below. 
ap =e 


There is no knuckle skin on the 


The big toe toes which makes the square- 
and little ness of their tops clear to see. 
toe angle 

inward. 


Note the hollow on 
each side of the Achilles 


The arch of the foot z Tendon. 
is on the big toe side ‘ 4 
(inside of the foot. ke 4 Note the wave pattern of the inner side of 
The soft bulge of the This is worth noteing x the foot compared to the relative straight of 
extensor Digitorum Brevis as as I have seen artists is the outer side. 
lump shows here on the draw two left feet iy we. 
. : foe == 
little toe side of the foot. when a model has ade of HE - 
, 3M Cag 
their legs crossed. pot y < 
, 4 = ee 
As with the palm of os 
the hand the foot ‘4 


appears longer on the 
underside due to the 


knuckles of the toe 
Note the classic footprint in the being buried under the (es 
sand shape under the foot. protective pad of the 
foot. — cet 


FEET STUDY SHEET 


he feet resemble the hands in many ways and although not as complex due to the restricted movement 
of the toes they are still a challenge. From heal to toes the foot is roughly a head length, and is wider at 
the toes. The big toe is roughly twice as big as the other toes and has a gap. Most toes taper down in order of 
size toward the little toe and this is the simplest way to approach drawing the foot. The big toe and the little 


toe angle inward. 
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rms should not be treated lightly, especially the forearm which I consider 
the most complicated region after the hands. This is due the phenomenon 
know as pronation, which is the act of turning your palm side over to see 


T H €£E the back of your hand. This means the thumb is toward the body. In this position 
the radius bone has twisted over the ulna and pulled the extensor muscles with 
A R Mi Ss it, like wringing a towel. The tension this creates is terrific for showing power, 


especially in heroic figures such as Conan the Barbarian and Tarzan. 


Learning how to navigate these muscles is extremely useful for artists working in 
concept art, comic books, or painters such as myself working on detailed heroic 
art. 
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THE ANATOMY OF THE ARMS 
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ANATOMY TO STRUCTURE STUDY SHEET 


Ms and bones can be gnarly, stringy and complicated to remember. Best to simplify the basic shape 
to begin with. By squaring the muscles to corners it is easier to remember the shapes. Once you com- 
mit those shapes to memory you are on the road to drawing convincing figure work from imagination. 


By turning anatomy into structures we can better understand the shapes and what they do when the arm is 
turned. When the forearm is twisted (palm down) it is ‘Pronated’. When the forearm is untwisted (palm 


up) it is ‘Supinated’. A great mnemonic I learned from Steve Huston is to think of holding a bowl of soup. 
‘These twists create an enormous shift of muscle shapes. Note how the diamond shape of the Coracobra- 
chialis, a small muscle with a big name that I often see missing in bad art, along with the ‘Serratus fingers’. 


FLEXED ARM: GESTURE AND RHYTHM STUDY SHEET 


earning to simplify form is essential for fields of illustration such as comic book art where artist need to 
draw convincing form without reference. Look for the bone landmarks first to find your way. 


I'm thinking now of something more sophisticated than simple forms here as I draw these limbs, and that is 
the idea of ‘gesture’, and ‘rhythm’ to create not only an illustration of an arm but also an artistic illustration 
of the arm, one that shows a fluid movement rather than a stiff rendering. 


Gesture and rhythm are abstract concepts when applied to drawing and may be hard to grasp, but if you 
think of ‘gesture’ as flowing ‘S’ shaped lines and ‘Rhythm’ as undulating forms that are similar in shape but 
continue rolling and changing like waves, then you will be in the right mind-set. 


“The Twins’ 
Extensor Carpi Radialis Longus (outer bulge) 


Brachioradialis (inner bulge) 


he muscles that attach to the radius bone are the most complex muscles of the arm 

as they twist with the radius bone as it turns over the ulna bone. The main culprits of 
confusion are the ‘twins’ the Brachioradialis and the Extensor Carpi Radialis Longus. By 
grouping these two muscles makes the process a little easier. To confuse further we need 
to understand how they appear from front and back as they change on the turn. They are 
also know as the ‘Ridge Muscles’ due to their ‘hill’ appearance. 


= ss Brachioradialis a 


he flexor group is separated 
by the ulna bone and begin 
under this shadowed area. 


rouping muscles will help make seeing more simple. Here I have grouped the twin 
muscles into one twisting mass. The further we rotate the thumb inward, the more 
these muscles are twisted. > oe 


Extensor Carpi Radialis Longus and Brachioradialis Grouped —_— 
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he Anconeus is a beautiful diamond shaped muscle, 

and a great landmark shape that butts up against the 

: elbow ulna bone to announce the end of the extensor 

~ 5 cente® OF% muscles and the beginning of the flexor muscles on the 


| \ ae —— under side of the ulna bone. a 
\ Rw ~~ | 


. . 
Baaceiens 
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hese two landmark bumps 
represent each end of the 
. Z ulna bone that separates the ex- 
“ ie | WY tensor muscles on the top of the WE, | 
tC : arm from the flexor muscles on \ 


the underside of the arm. Week. / 


n judging the length of the arm the wrist generally falls just 
below the hip bone, with the fingers ending half way down 
the thigh. 
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he hand can be incredibly evocative, and is often the symbol of power. In the 

drawing opposite we have a fist which can be wagged as a threat or used as a 
club. We can speak with our hands, and often do to emphasise our thoughts with 
great flourishes. 


Hands suggest power and emotion and therefore we need to draw them well as 
there is no hiding them forever, as students try to do, drawing hands in pockets etc. 


In the end there is nothing to fear if we just slow down and study the parts, and 
above all, draw them often. 


The hand is also less often studied in-depth in life drawing sessions due to its 


complex nature. It could take as long to draw a hand than to draw a full figure and 
therefore the hand is usually just indicated with simpler shapes. This is a good 
thing as we should get used to drawing schematic hands with less emphasis on the 
details, and more emphasis on the flow of the hand as it is connects to the arm. 


In order to ensure the hand gets its due respect I will often devote an entire work- 
shop session on the subject. If you are able to attend regular life draw sessions I 
recommend studying the hand sometimes during a long pose, or to put a day aside 
to study at home. 


The fear of failing at hands can lead artists into a downward spiral in which they 
avoid hands all together, which of course leads to a total inability to draw them at 
all. Try to draw a hand everyday until the fear of hands subside. From that day you 
will look forward to drawing hands. 
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Nore the-tahér down'of Laat ene 3 N: part of the body has more flexibility and variation of form than the hands. With every change of hand 
piney fa .. nd ROWE ea nicely are nae : gesture it can feel like we are back to square one. 
eee But there are clues that can be observed to help us understand the shape-shifting mystery of the hand. Stud 
in size on the smaller two fingers. i P SB yeery y 
the drawings and notes on the following pages for the very clues that first sparked my understanding. They 
fay Ne SL will not magically give you the ability to draw beautiful hands - that can only come with practice - but these 


clues will dramatically help you make more informed decisions when tackling this most difficult of subjects. 


88 89 


flexed 5 Caen 
= 1/2 division from knuckle to knuckle. 
CoRT lon 


ad 
»¢ 
oY f 


j “ er 
yiten be 


¢ he —4 fu 
, At = 
ae ek Cr 
4 : ’ Pt PE, MT pede.» "1 
u f WHEN THE 7 ’ Ss 
ent Awl? | Tite ae ‘ 4 
Twisrs | 9:x8 ponenthonbadice a 
ae Cea | \ Pury Exrepibe,, 
Herne \ It can cay: 
toate Eck bas > 
- (L ° 
z 7 
( ae at first two xe Eve owe 
Rees x 
e fsy joints. ni 
px Aa 


‘The fingers crease at the knuckle joints except at 

as the ‘punching knuckle’ boxed area. This is the Knuckle Box. 
he mid-fingers : i. 
padded area encompassing both joints. 


stay close to- 


ether. 3 

A \ Study the arms 

The digitorum tendons flex when the . Zs XY shadows to find the 
oe corners. 


thumb touches fingertips. 


a Carpal ramp is like 
a ski slope 


pulled back this far 
it is able to lie face 
down. 
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o simple round shapes Fe Cote } OF ovee SEM 
helps make sense of the hand. wei Note how the fingers 
Once this is done the hand can Se *" swell at the knuckles. It’s 
be refined by squaring off edges. nee worth exaggerating this 


the draw aged hands. 


JOINTS AND PLANES OF THE HANDS SIMPLIFIED 
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his is a left hand in the 

supination position, 
meaning the palm is fac- 
ing forward with the thumb 
turned away from the body. 
In this position the ulna and 
radius bones are aligned. To 
remember the difference be- 
tween supination and prona- 
tion remember supination is 
like holding a bowl of soup 
in your palm. If you turn the 
palm over and spill the soup 
you are in pronation which 
means the bones have crossed. 


AX drawing on 
toned paper a 
lighter line or tone on 
the outside here and 
there can help punch 
forward the focus of 
the drawing, adding 
power and dimension. 
It works fine here due 
to the powerful state- 
ment of a fist but I 
would tone it down for 
a more delicate draw- 
ing, for instance the fe- 


male figure. 


he round Ulna 

bone is always 
on the little finger 
side. 


Ss how the massing of shadow 
adds to the atmosphere and feeling 
of strong sunlight, while also lending 
the art a more artistic mood. 
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his is a drawing of my 

own left hand drawn as 
a live demo for my Anatomy 
of Style workshop. Practice 
drawing your own hand, it’s 
always there ready to pose, 
with no model’s fee required. 
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hile the front of the torso has a fairly predictable nature as far as 
muscle hierarchy goes, the back is a whole different arena. As the 
arm comes back the Teres Major bulges, which in turn affects the 
muscles next to it, then it almost disappears as the arm goes forward creating 
a totally different landscape. The back is a constant shape shifter. 


With a lean female figure the wing bones of the Scapula are very clear and 
we can see their triangular nature. With a muscular male figure the Trapezius 
can be so bulky as to show as a bulbus kite shape obscuring the edge of the 
Scapula into maze of various shapes, or as in the drawing here the twin scapu- 
lae can rise up like icebergs from a burgeoning ocean of flesh... and all of this 
is wonderful. 


By copying the anatomical drawings that follow you will gain by osmosis the 
knowledge of these strange sounding muscles and descriptions until they are 
familiar and no longer alien. 


The challenges of drawing the human figure will always engage the artist due 
to its continuous flow of form and muscle/bone interaction, no more so than 
on the back, the workhorse of the human body. 
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SfockY, Baore BACK 
he male back is a con- Sreonw FAGAL Bone 
stantly shifting series of ——— ¥ 
shapes and warrants serious Teno 
study. These study sheets il- o 
lustrate how the gluteus and 
back are linked as tilting bal-  pend< ote L2G 
ance forms via the softer mid 
section of the obliques. 
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shape and position with every twist and turn. af 
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he back turns inward and 

is shadowed. The mass 
of the gluteus maximus is a 
ledge coming outward, indi- : 
cated by arrows, is in light. : 
This is our body naturally 
balanced. 


Keep in mind the body 

is a series of overlapping 
shapes just as we see ina 
landscape. Once we un- 
derstand this we can draw 
dimensional figures rather 
than flat silhouettes. 


ln fe tous} 
= C- ; 
VW VLE 

GLUTDWS WLE5 


eee 
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The shoulder is the top 
of the back and is an 
ledge which catches 

_ light. 


Here the gluteus casts a 
shadow down the leg and 
_ over a secondary fat pad. 


~ Shadows can ‘draw’ the 


é 


~ anatomy for you. Not only 


is the shadow casting the 
shape of itself but it is also 
falling across the hills and 
valleys of the forms that it 
fall 5 across. 


fk f. Cast shadows drop from 
the, gluteus maximus onto 


the thigh just as a moun- 
tain would drop a shadow 
across a rolling valley. 


» he Thorax, or rib cage as it’s usually known is a marvel of engineering. It 
is both solid and flexible due to the cartilage rib portions that attach to the 
sternum, making it possible to expand our chests and take deeper breaths. 

Once again this is a wonderful thing for artists to exploit. Take this drawing 

entitled Mermaid Dreams. The flow I have pushed into every muscle and digit 

creates an animated force, but the illusion of power comes from those expanding 
ribs, especially the pull of flesh from the curved eight rib down to the final tenth 
rib. 


What else can we add for the maximum mermaid power? Well, I'll never miss 
the opportunity to bulge and heighten the serratus muscles attached to the ribs. To 
further understand all this anatomical wonder copy and study the following study 
sheets. 
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earning anatomy prepares us for the more complex three dimensional illusion of painting, especially 

figurative paintings with blended oils. In this drawing I've noted my subliminal thoughts regarding 
the landmark bones and muscles under the surface of our skin. These thoughts are a mere whisper from 
my ever expanding subconscious art engine, yet they fuel my confidence to create figure drawings and 
paintings filled with authority and power over the complicated landscape of the human body, allowing me 
freedom of expression with not only line and tone but also with paint pigment. I think of the blending 
qualities of charcoal as ‘dry oil paint’, and therefore it’s not such a giant leap for me to move forward and 


‘draw with oils’. 
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R’ S FOUNDATION 


Without this structural 
drawing underneath, the 
painting on top would 
fall apart like a house 
built on a swamp. 


H is a progress step from a painting of a young pirate based on my model, Nima. Nima, is a dancer 
and his legs are highly developed, therefore I add extra muscle definition to his upper body to bal- 
ance things out. 

Which brings us full circle. Our original drawing formula: ‘Structure+Gesture=Style!’ holds true right 
through to our painting method. Although drawing is an end in itself it’s also a gateway to further artistic 
adventures with paint. 

And so we end our final drawing chapter with the importance of foundation in drawing and painting, 
for in the words of the great Leonardo, ‘He who loves practice without theory is like the sailor who 
boards ship without a rudder and compass and never knows where he may cast’. 
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pecial note should be made when drawing 
the rib cage as it is generally wider on the 
male with the Thoracic arch being more of a 


forty five degree triangle rather than the typical 
thirty five degree angle of the female. 


ote the simplified ideas of the 
leg off to the side of the main 
study. Revisiting basic structures and 
gesture will help us draw the complex 
ideas with more authority. 
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the torso and hips 
as counterbalanced 
boxes. 


is worth studying this 
construction drawing 
alongside the flesh coy- 
ered drawing on the op- 
posite page. 
Its also worth studying 
the little drawings around 
the main figures of my 
study sheets as these are 
simple clarifications in 
response to student ques- 
tions during my drawing 
classes. 


Ne: this is a female fig- 


ure it shares the same major 
muscle landmarks as the male fig- 
ure. The major difference is in the 
softer flesh, which is plumper due 
to an increased layer of subcuta- 
nious fat. 


f you only have the budget for 

one anatomical model for yor 
studio then I recommend buy- 
ing a male model to begin with 
as we can see the structure much 
clearer. 


like to teach my students to draw a lean model before progressing to a fuller 
figured model. The fuller figure seems deceptively easier as there are less visible 
bone landmark to draw, making it a gestural heaven of sorts. 


And therein lies the rub. If we don’t know where the landmarks are to begin with 
then we are back to square one, which is simply copying only what we see with no 
design choices. 


I did this drawing at a life draw session where I was late after getting lost in an un- 
familiar neighborhood. The session had already started and I was harried and not 
thinking clearly. 


After a few poor drawings I took a breath and found the buried landmarks I was 
familiar with and started to draw fluidly with confidence. An older, quite 
famous artist, complimented me on the drawing and made the night 
all worthwhile. The moral here is: we are always better art- 
ists with each drawing, even on a bad night. The study 
sheets that follow will help you regain your 
drawing skills as they did for me that 
; ; % night. 


%, 


er body, especially around 
est and shoulder areas, 
can remain will defined 
~ even ona fuller figure. 


br he 


A s this is a 3/4 
view of the figure 


the far side) 0 See 
the line of the ribcage 
in front of the distant 
breast since the breast 
‘© ‘around the cornet 
of the curved ribcage. 


‘the nose knows’. 


The classic female tilt 
of the lower abdominals 
and corresponding hips 
are now overemphasized 
as a tilted box shape due 


The shadow of the to the model being preg- 
breast is reshaped nant, which is nature’s 
by the bulge of the reason for the tilt. 
stomach. Taking : - \ 

the time to study = Fymhe soft tones of this 


shadow shapes | were creatéd by. 
will create dimen- ‘4. -'eharce palate 
sion to your draw- 
ing. 


this 


ws 


he fuller figure model gives us great oppor- 

tunities to explore the power of overlapping 
forms and compression to create drawings with 
weight and depth. When drawing fuller figures 
remember to find the landmarks as you would a 
thinner model. For some strange reason I see stu- 
dents adopt an anything-goes approach to anato- 
my with the fuller figure. All the land marks are 
still there but softer, such as the Great Trochanter 


/ y 


We are drawn im- 

F : mediately to the 
his ‘Man Ray’ effect —-_ >. o face, but as I have 
was achieved by draw-_ placed it in shadow 

ing on top of a soft willow ° the eye will now 

charcoal drawing with a look for the area of 
dark Conté a Paris crayon. © most contrast and 

Man Ray (1890-1976) was move down the 

a surrealist photographer | er. body. This is how 

who manipulated photo- <_) wt ‘Leelee to use light for 

graphs almost a century j * Re composition. 
before Photoshop existed ae % 


Most breasts are 
neither perky or 
symmetrical. 


> a straighter 

line here as it rests on the 

upward curve of the ribcage. 

Breasts are both heavy and soft 

and show compression against 
varder forms. 


a 


\ X Then drawing from life is we are constantly challenged by body types. One of the problems in society today is 


we are conditioned to see beauty through a narrow lens. We generally have beauty defined for use, usually in 


advertising, as young, Anglo-Saxon, symmetrically perfect people. The problem as an artist is that if we only draw 
that type our work becomes stagnant and bereft of challenge. I remember a documentary where an Egyptian model 
had the bridge of her nose smoothed out to compete in L.A. where she was based. The result was she immediately 
looked average, for she had become, an average Hollywood beauty rather than a stunning Egyptian beauty that stood 
out from the crowd. By drawing the unusual our work will stand out from the crowd. 
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n this forty minute pose I 
have used the basic ideas of 
gesture and gestudy to keep 
the drawing fresh. 


D2 

gestural h: 
fluid throughout 
drawing process. Try to 


resist the detail hand for 
__as long as possible. 


WN the idea of gesture is 
maintained throughout a 
structural drawing it adds a life 
force and feeling of animation. The a 
challenge with this drawing was to ~ 
maintain the fluid gesture through- 
out, which becomes more difficult 
with added time as we tend to stiffen 
longer drawings during that relaxed 
time period by worrying too much 
about getting the structure precise. 


G E S T U R E 


hink of a river flowing, how it moves between rocks, 

becomes wider and narrower, forever moving to find new 

ways through to the sea. It never seems concerned with 
how difficult the journey is, it just keeps moving indifferent to 
the various obstacles it encounters. This is how I think of gesture. 
Worry not, the end result will be fine and the whole nature of the 
drawing will appear confident, regardless, and often because, the 
proportions are overly wobbly and longer lined than in reality. 


+ 


Study the work of Egon Shelle as an example of how confidence 
is valued by collectors beyond precision. This doesn’t mean 
Egon discarded method or training, his academic skills are pre- 
cisely the reason his elongated works are so informed. In short he 
knew his drawing methods so well he could play with those skills 
to find freshness in drawing the figure, just like a river flowing. 


Look at the joy in the little one minute gesture drawings oppo- 
site. Sure the bones aren’t solid, but everything reads as a cred- 
ible human figure. Gesture drawing propels us forward, feed- 
ing our internal art engine with thousands of marks and micro 
decisions that would be impossible with one long drawing after 
another, in fact that very thing can kill the future life of our ges- 
tural hand. Therefore I recommend at least ten to one as a ratio of 
gesture to long pose drawings. Each will inform the other. If dur- 
ing a gesture drawing you get stuck on some aspect of the figure, 
say an anatomical feature, then you have just told yourself what 
you need to study in a longer pose. 


Draw gesture with abandon, never stopping for measurements, 
or worse, doubt. Learn to love them with all their imperfections, 
for it is here that life resides, and from where our future drawings 
will flow. 


oe TT. Ic é 
INE we can find fluid gestural lines even within a solid 
structure such as the hips, especially in the rear view. Re- TESI ORE estural drawing by 
STRvURE + member using the gestural hand and chasing rhythms is the key ee its very nature is 
; va to gestural lines. SE et Se eee a joyful affair as we are 
aCe TUN = = hoRKE not wedded to recording 
cL TES FZ JY Beacvry every detail or to get pro- 
' f 5 portion ‘correct’. 
Q j 5 F Luipity 

/ —— Oddly though I find pro- 
portions come out pretty 

Gesture equals: r,, + well with constant prac- 

1. Spirit ahi tice. I recommend draw- 

>. Life Force i STRUC TUKE ing lots more gestural 

; f\ drawings rather than lots 

3. Beauty YD Sttereru of long poses in order to 
4, Fluidity ’ Zz Fos WevrtTion accelerate your learning 

‘ a as the short time span 

Structure equals: 4 ! (>, . 

é Y Sevurorr y forces us to draw what is 
1. Strength most important, not only 


what is important regard- 
ing form but what is im- 
portant to our individual 
tastes as this will define 
our personal style. 


2. Foundation 
3. Solidity \ 


Gesture + Structure equals: 


Beauty and Strength \ 


_ 
- 


| STRutCTUNE + 


GESTUNE = 
BEALCTYY STKE WoT 
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ote the spirt that is 

born from gesture. 
We can feel the life in a 
gestural drawing more 
than a tight realistic 
drawing. This figure for 
instance, appears to be 
reading these style tips 
with great curiosity, even 
without the details of the 
face to show expression. 


S“ how loose gestural lines 
create joyful energy when 
applied with anatomical 
knowledge. 


) Wex 
Nya = 


With gesture there is no time 
for detail, so fingers and facial 

features are left as simple state- 
ments. 


Drawing tip: turn the 
charcoal onto its point and , 
pull down with long strokes 
while thinking of your arm 
as a long loose drawing 
tool. Try to ‘feel’ the curves 
as if the were real. 


+ 


f 


Highlights are created by 
wiping off charcoal with a 
chamois cloth. 


For small highlights you can 
fold the chamois to a soft 
edge. For very small high- 
lights try a cotton bud. 


; 
bd 
; 
: 
: 


Wien working large you 
ofl@of the great freedoms for 
drawing gesture =the ability” ~ 
toiuse your whole arm to draw 
_» with. By using the shoulder as 
: ’ ete Pi your pivot point instead of the 
aie is a term I made up as » es te — an ee : aa , ¥ wrist you can draw long and 
there seemed to be no term ae 5 gi 7 > o : ‘ expressive lines. 
available for what I was doing (Like | = 4 
I say there are no rules in art, only 
methods). As a painter I work with 
light and to do so in drawing usually 
requires a long study. But I like to get _ 
fast ideas down on paper that can be 
discarded without shedding tears. 


And so I introduce a new term to : , 2 ake : 

art, a two minute gesture with throu = | (ae drawings are unequaled for their e Tv art 

minutes or more spent on tone, the ~ } os 4 ings as shown on this page. I then continue te = pose: ishe@by adcing and 
‘Gestudy’ pose. Practically no time — a *S om . ue cna skills for Wai 
is allocated to detail as the main fo- ; : Sn e 

cus is composition with ‘light and — 
shadow’. With these gestudies I can 


Se ciel Yes re a ' 2 what their paintings will look like in terms of weight. With tonal cetches you only need to squint to get 
paintings without wasting hundreds a ; dias an idea of how a final painting might look. Im fact a good reverse way to climtinate derail is to squint atthe 
of hours. X | p model. By squinting you will see light and shadow as\simple blocks without the distraction of detail. Don't 


worry about getting odd looks from the model as they will most likely have seen this behavior before. 


GES TURE DRAWING Ww ilTH S* Ta yer iE 


‘The best surface for gesture 
drawing is ‘Butcher Paper’ 
which is basically newsprint 
paper. It is cheap and takes 
charcoal better than any other 
kind of paper. 


Gaia drawing by its very nature is stylish as it shows the artist’s natural hand at work, therefore it is an 
excellent base to push further. In this longer “Gestudy’ the gray tones were put down first with a large 
charcoal stick then quickly softened with the back of my hand. I then smeared a rag stained with charcoal 
dust on the paper before drawing on top with gestural line. Regardless of how I lay down marks, and with 


which tools, one thing remains constant: I’m drawing from the shoulder down to the pivot of the wrist us- 


ing the gestural grip. 
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GES TMURE Ww ITH A DDE D TONE 


H the power of gestural line is evident as I continue on with a more ‘finished’ drawing on top of quick 
gestural marks. I wipe down a lot of charcoal dust with tissue then pull back to the light grey of the 
Butcher’s Paper with my Chamois Cloth. The chamois acts as an eraser that will not damage the delicate 
surface. Tissue paper will lift less, but blend more. I draw the final, darker gestural lines on top — fast as I can 
without being hurried. 


oreshortening is one of the most challenging aspects of figure drawing. 


When I asked a student to describe the meaning of foreshortening they 
answered, ‘It’s perspective’, which is correct, but I soon realised they re- 
ally didn’t understand at all. The actual clue is in the word. For instance 
if a fist comes toward us (forward) the arm appears shorter (forward 
shortened) due to perspective. Imagine the body as a landscape from 
a fly’s perspective. A figure lying down is long legged from directly 
above but will seem short legged if the fly lands on the toe and 
looks up the body. The legs will now appear bigger in mass 
because the fly is closer to them, but shorter in length. 


And what about all the measurements we learned, such 
as eight heads high? They are powerful ideas to gauge 

a standing figure but less use here. Best to consider 
every head length getting smaller as the body goes 

away from us. The bonus is we are no longer 
burdened with measurement and can open our 
minds to chasing rhythms. There are plenty 
of movies and books of me demonstrating 
this, but for now my tip, if the head is fac- = 
ing us as it is here, is to draw it bigger. F os 
than you think, as most artists draw” ad 
the foreshortened head to small to Peo . 
begin with. Wy ; 


~ 
se ot? at 


ie 


BE though I am focusing on 
the foreshortening of the legs in 
this study I still draw the connection 
of the upper body. This not only 
places in my mind how everything 


Fok MIRTENISS 2 


Com PRESS 12 we of 


connects it also keeps my gestural TOM, SE Ariaee 
oe the curves of the hand fresh as the upper portion is 
sits bone and the hip crest drawn relatively fast. a ena 
is the key to drawing the hip 
structure from this angle. Note 0neSS toh 
the almost straight line between : . 6 <6 BuLct 
these two landmark bones. . * ps 
¥ a OE « A<¢ . 
ING: how much shorter €) vi To PRLSSNM 
the model’s left leg lom WE Riscast 
is as it comes toward us. " 
As she pulls her right leg 
away from her body it will 
become less and less fore- 
shortened as it moves paral- Qewi 
lel to our view. aur” : 


Be lines on soft 


structures will make 
them appear even softer 
and will also keep the draw- 
ing fresh. 


he advantage of drawing from life lies within our ability to see in three dimensions without the distortion of 

a camera lens. In this fifteen minute drawing from life everything reads as foreshortened in the natural sense. 
Had this been a photographic image taken of the subject the distortion would have been more extreme, something 
I would have to correct in the drawing as I went along, thus adding a secondary problem to deal with during the 
already challenging aspect of a foreshortened image. Next time you sit down to the challenge of foreshortening at life 
draw remember you are in the best situation to work it out. I would say do at least one foreshortened pose at every 
life draw session, you will soon learn to love the dimension those drawings gain as your skills improve. 
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| ia bony landmarks are vitally important when tackling a twisting foreshortened pose. As I draw with rhythmic 
overlapping curves on my body landscape journey I seek out the bone ridges along the way. Below I have labeled 
the bony reference points I search for in order to make the drawing solid. 


eo 


hs Patella 


Thoracic Arch Peak 


y Illiac Crest of the Hip Bone 

| i eo 1 

AY RP 

es PSS, 
SS 


Sternum Center line 


* 


Sy 


ie worth studying these two drawings to understand the 
importance of knowing what lies underneath. By learning 
to see the structural landmarks and the impact they make on 
the flesh makes drawing the figure a more fluid experience 
and less of a guessing game. 


rom this angle the torso is 


f t’s always worth doing a quick 

foreshortened, but not in an \ breakdown first for better under- 
extreme manner as it would be if I er standing. 
had worked from a photo. If it does és sites 
not seem shorter just imagine the The front leg is not ——— the a 
body from the side and how long coming forward (fore- = line up of the 
the torso would look. The reason shortened) therefore it ~~ . top of the Great 
we don’t think of it as short is s appears normal length. Trochanter. 


because our eye is used to seeing 


foreshortening as normal but over The true box-shape 
exaggerated on film and in photo- of the female hips 
graphs. reveals itself from 
this position. 
rr on the side of OE 
a bigger head 4 
from this position 
as a small head will / 
look weird. 


Note the padding of the 
pubic mound here as 

I often see it drawn as 
flat, which looks odd. 


With foreshortening we get more 
overlapping forms, which adds 
X depth to our drawings. 


o help make sense of why perspective class, with buildings drawn as receding boxes, was relevant to 

figure artists I have drawn a box coming toward us in a rough two point perspective. If we put our 
hands flat on the sides of our ribcage we feel the body has a corner just like a box. By imagining a box in 
perspective that we fit tightly into gives us an understanding of how perspective works even on human fig- 
ures. Foreshortening is a strong ally to the artist as it provides a further illusion of depth to the figure, it also 
reveals clarity in dimensional shapes not visible from straight ahead. 
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very drawing that moves me usually has sustained emotion in every line and tone, 

unbroken by apparent doubt. Although doubt is also an emotion, it is the death of 

art for me. It was my quest for the harmonious balance of structure and gesture 
that lead me to write my first drawing book, The Anatomy of Style. 


I consider the drawing on this page to be a gestural drawing harnessed by struc- 
ture, not the other way around. If I was to begin structurally the drawing would 
be stiff, and therefore I begin with “gestural structures’ long sweeping shapes 
that become smaller shapes inside, smaller and smaller until I have details 

that are also gestural. 


My maxim ‘Every line should be a thought’ sustains the emotion of 
the drawing, energizing each connecting line to the next, side to side, 
in rhythm, always aware of the holistic nature of the drawing and 
an interpretive pose. The untold story is a gift for the viewer to 
imagine. I imagine my own story, and you must create yours and 
sustain the emotion from the first mark until the last. By being 
totally absorbed in the art of drawing we reach a little Nir- 
vana with every drawing. What better use of time can any 
artistic dreamer hope for. 


his is an old drawing 

and one I considered 
successful at the time. I 
can see clearly now that the 
forearms are too short. But 
it doesn’t matter. 


I include it here to show 
that all drawings are valu- 
able because in the end 
they equal ‘mileage’ and 

it’s drawing mileage that is 
the ultimate key to unlock 
our artistic potential. All 
those hours honing our 
brain to arm connection 
makes us so fluid in the end 
that it can sometimes look 
effortless but above all it’s 
the love of the process that 
makes the learning process 
a joy regardless where we 
are on the path to mastery. 


20 MIN FIGURE STUDY: WILLOW CHARCOAL AND PENCIL 


BY ie drawing the figure with style we show our personal vision; our view of the world. Think of a 
figure glimpsed through a rain-soaked, misty window. We can’t see every detail, therefore we imag- 
ine our idealised version of that figure; a more romantic version of the actual person. 

The drawing above would become less interesting if I were to add details to the face. Each of us imagines 
a face in Our Mind’s Eye and therefore are more engaged with the art as it becomes a shared experience 
between artist and viewer. 
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D rawing squared 

edges helps us see F. 
the anatomy betterand | 
creates solid, heroic style 


Leaving detail out of 
the shadows, especial- 
ly regarding the eyes, 
makes the character 
more brooding and 
mysterious. 


 Hard-edged shadows provide a feel- 


ing of solidness and toughness. 
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BY (isu drawing the male figure I stylize the squareness of the structure. In this live demo drawing the 
figure is verging on the edge of sculpture. Soviet and Nazi propaganda art from world war two took 
this idea to more graphic limits. Art is a powerful, stirring medium and when used stylistically can make 
persuasive statements. Techniques in comic books today show the influence of those hard-edged figures in 
the portrayal of heroic avengers such as Batman and Superman. Artists Mike Mignola and Alex Ross are 
modern versions of those early artists and are masters of stark shadows and carved edges. If you are a bud- 
ding comic book artist then learning to square of edges will help you understand the technique of heroic 
comic book art. 
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On an overcast day cast 
shadows fade, but they 

e still there. Study a 
end or model as a 

oud passes over the sun 
and watch the cast shad- 
ows gradually sharpen as 
he sun come out to get 
at | mean. 


aded edges draw the 

eye back up into areas of 
contrast. Be careful not 

to draw attention to this 
device by drawing an obvi- 
ous oval vignette. Every 
method you use should be 
seamless other wise it will 


look like a box of tricks 


a \ HORIZON LINE/EYE LE : 
3 =. 


#F ss 


S All breasts are different, 
and usually asymmetri- 
cal. Two perfect breasts 

4 ; always look weird to me 

7 ~\ ~ and give the impression 

; of implants or of some 

other material rather 


than soft flesh. 


Study how a glass of 
water casts a shadow and 
you will see the edge 
highlight accentuated as 


I have done here. 


To produce a sanguine drawing, first find a sanguine pencil you like (they vary in their darkness) then choose a pa- 
per that would be a mid tone of the pencil colour. Now use the paper as the mid tone of flesh and the pencil for the 
darks. Use a white pencil for the highlights. Try to hold back on over using the white, think maybe ten percent as a 
maximum. If you find your white is meeting the dark pencil then you have strayed too far across the mid ground and 
will produce an undesirable milky pink colour. 
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ith the female figure it is not a crime to draw with more 
male styled boxed forms as I have done here. I encourage 
my students to take what I teach as a starting point from which ss F 
to branch off and find their own style. Draw with curves, draw bp teh Pin a . 
with straights, it doesn’t matter as long as the figure makes sense. Cuements of STYLE: LoSTE DUES 


. . . . . ; 
As an interesting experiment you might try drawing every curve | \YasouS Lid VALUEVomi SsioN 


as a straight line and every straight line as a curve. You might be en CP 
surprised to discover the drawing still looks fine, as long as the + CHASING RY nn SS | 
anatomy is solid. — = \ 
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ATMOSP HELE 
pposite is a live demo from a session with my model, Fiona, on drawing the breasts. It’s important to always draw 
the connecting anatomy when studying an area, as an example you can see I’ve defined the breasts as the main 
study while the adjoining body areas are more ghosted in. If I were just to draw the breasts in isolation as a study, then 
a head as an isolated study, I would soon lose the flow of drawing the body as a whole and end up drawing disjointed 
Frankenstein figures. 
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| eee from a live model keeps us 
sharp as we can study in the third 
dimension, observe the muscles shift, 
and gain a better understanding of how 
the whole ‘body machine’ functions. 


Writing notes on our drawings 
reinforces our original thoughts ) 
and keeps our mind keen to learn 


more. 


Nees i FS, as romance ofa sunlit : ¥. “ ‘ F | ; eine sae 


of ahighlighted “ie bes “ “ 
background brings yi | 
the figure forward. , We “ 


The old masters 
were very awareof =, 
this phenomenon. 


Cd 


INE PLUS WHITE PENCIL ON TONED PAPER. 


non 


> the flui sh the highlig Althopgh thetiodet had these lines they are longer 
and more fluid in my drawing. Push what your mind sees and admires and you will be showing the viewer your idea 
of how the world touches you emotionally, What that translates into is the artist’s unique way of seeing the world. 
Your art will speak with your artistic voice. 
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MODEL: KATY WOODS 


Photo Reference 


THE FROZEN IMAGE 


Wr it comes to drawing from photos 
there are many pitfalls to look out for 
such as shadows cast on the figure that may 
confuse the anatomy, and camera lens distor- 
tion. Since I’ve taken this photo myself those 
two problems have been mostly eliminated. 
To counter the camera lens distortion I have 
used. a 50mm lens, which is closest to the hu- 
man eye in gauging depth. So that leaves us 
with the final problem of having too much 
time to get it wrong. 


With all the time in the world our natural 
instinct is to copy everything we see in the 
photo, which can lead us directly to structural 
and render hell. To avoid these fiery hells we 
must engage and hold onto our gestural hand 
for the wild ride ahead. As our model, Katy, 
is already gestural in her pose it seems there 
is nothing left to do but copy what we see, 
but if we take that road then we have brought 
nothing to the -artist’s table. By pushing the 
gesture further we will train our gestural hand 
for the next drawing and the next. 


During this photosession I asked Katy to shift 
from one pose to another with as much emo- 
tion as she could muster, and as she moved 
each pose became more gestural, dramatic 
and fluid, cumulating in an incredibly mov- 
ing series of photos. And that brings us to the 
most difficult task when working from the 
frozen image, and that is to capture the spirit 
of the living pose. 


One way to do this is to work with metaphor 
to maintain a constant mood while drawing. I 
give the drawing a title, ‘Equilibrium’ to echo 
the circle of life, and our connection to na- 
ture. All that remains now is to draw. 


~ (\UICK POSE TECHNIQUE: 
1. Start light with broad strokes 
2. Turn the charcoal often 
3. Draw fast but not hurried, be acurate. 
4. Use detail pencil last and keep it fluid 
5. Use Kneadable Eraser last for highlights 


Ps: spent a hun- 
dred hours on certain 
paintings and have been 
disappointed with the 
end result. Yet this old 
eight minutes of scribble 
still makes me feel good. 
Opposite is a drawing 
made six years later. 
Style is a reflection of 


Push the curves as far 
as you can without 
extreme exaggeration. 


all your drawing years 
combined into one ener- 
getic moment and when 
that lightning strikes 

it’s worth every invested 
hour. 
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RAWING WITH STYLE: 
1 Use Lost and Found line. 
and let the viewer ‘fill in’ the 
details. 
_ 2. Keep lines loose. 


= 3. Vary the thickness of your 


line (the weight). 
__ 4. Keep detail to a minimum. 
5. Use highlights sparingly. 
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‘The Opium Eater: Willow Charcoal and Charcoal Pencil on Newsprint paper 


rt has been a spiritual friend through my pursuit of something essential to 
me, which is to live as an artist. 


How marks on a surface can be shaped into a thing of beauty still astounds me 
after a lifetime of painting and drawing. With every painting I sit and stare at the 
wonder of creation. Just a short period ago the painting didn’t exist, and yet there 
it is delivered from the subconscious. 


I can imagine the emotional tears the discovery of art must have brought to our 
distant ancestors when they first rubbed pigment unto a cave wall and produced 
an image. 


Today we have a choice of digital surfaces to glide across, and in our fearful 
peripheral the unrelenting art generated by artificial intelligence. Some A.I. art 
is truly beautiful, but it can only exist because of the millions of creative minds 
it feeds off. 


Where does this leave a traditional artist? It’s my belief that it makes us gods 
—the original creators. With our human hearts we move art forward knowing 
we do it to feed our souls and inspire. Never has learning traditional skills been 
more important in this rapidly changing art world, and I encourage everyone to 
continue on their spiritual path, for that’s what’s truly essential, regardless of 
what the future holds in store. 


Wishing you a fulfilling artistic life! 


PAPERBACK BOOKS AVAILABLE FROM KORERO PRESS, 
AMAZON, AND ALL GOOD BOOKSTORES WORLDWIDE 


ALSO AVAILABLE AS DIGITAL DOWNLOADS NOW AT 
WWW.PJARTWORKS.COM 
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Mercedes and the Leeton Model Agency: for creating an amazing community of 
artists and models in my adopted city of Brisbane, Australia. 


My model friends for their gestural spirit and invaluable contribution to my art: 
Alana Brekelmans, Katy Woods, Nima, Socrates, Marcus, Kurt, David, Bryce, 


Leela, Eva, Lorena, Peita, Fiona. 


My publisher, Yak, for his continuing faith and friendship. 
Korero Press 


The New Master’s Academy for their life draw sessions, influential teachers and 
models: 


www. newmastersacademy.org 


Steve Huston for showing me the way: 
https://stevehustonart.com 


The Proko team in San Deigo for their incredible support of my art: 


Patrick on Proko 


My students, past, present, and future 


1947 — 2021 
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FIGURE DRAWING AND ANATOMY MOVIES AND BOOKS 
AVAILABLE FOR DOWNLOAD NOW OAT 
WWW.PJARTWORKS.COM 


TO CONTINUE WITH PATRICK’S TEACHINGS TAKE A VIRTUAL SEAT IN HIS STUDIO AS 

HE DRAWS AND PAINTS! MOVIE TUTORIALS ARE AVAILABLE FOR DOWNLOAD NOW 

FROM HIS ONLINE SCHOOL ALONG WITH UPCOMING NEWS OF LIVE AND ONLINE 
CLASSES FOR STUDENTS THE WORLD OVER. 


ALL MOVIES ARE *AWARD WINNING FOR THEIR IN-DEPTH METHODOLOGY AND INSIGHTS INTO DRAWING 
AND PAINTING, AND ARE DESIGNED TO COMPLIMENT HIS LIVE MASTERCLASSES AND PUBLISHED BOOKS ON 
TEACHING. — 
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Reviews of Patrick’s previous books: 


THE ANATOMY OF STYLE: ‘FEW ART OF ANATOMY BOOKS BOAST QUITE AS MUCH AWE INSPIRING STYLE AND 
ORIGINALITY AS THIS ONE FROM FANTASY ARTIST AND TEACHER - PATRICK J JONES!’ 


**k** ARTIST’S CHOICE FIVE STAR GOLD AWARD!: IMAGINEFX MAGAZINE 


SCI-FI & FANTASY OIL PAINTING TECHNIQUES:*...1 CAN’T SAY ENOUGH HERE--HIS WORK REMINDS ME AT TIMES 
OF JOSE SEGRELLES, ONE OF THE VERY FINEST FANTASY ILLUSTRATORS EVER...HIS WORK IS AMAZING!’ 
BUD PLANT’S ART BOOKS 


THE SCI-FI & FANTASY ART OF PATRICK J. JONES: ‘OUR HIGHEST RECOMMENDATION! THIS IS A MUST-HAVE; 
THIS MIGHT JUST BE OUR FAVORITE ART BOOK OF THE YEAR!’ 
BUD PLANT’S ARTBOOKS 


HIS TECHNIQUE IS IMPECCABLE... 
BORIS VALLEJO, MULTI AWARD WINNING ARTIST 


THE SCI-FI & FANTASY ART OF PATRICK J. JONES: §... THE ART BOOK TO ACQUIRE. UTTERLY INDISPENSABLE’. 
Jim BURNS, MULTI AWARD WINNING ARTIST 


THE ScI-FI & FANTASY ART OF PATRICK J. JONES: ‘ANOTHER STANDOUT, WITH MUSCULAR DIGITAL AND OIL 


PAINTINGS THAT WILL BE APPRECIATED BY FANS OF FRANK FRAZETTA AND BORIS VALLEJO.”’LOCUS 


